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Abstract 
“The Spaces Between: Reimagining and Rebuilding Sokolow’s Slaughter of the 
Innocents” recounts the necessary preparations, range of requirements and accumulated 
experiences that the creative process of reimagining and rebuilding Sokolow’s Slaughter 
of the Innocents, demanded. Step by step, “The Spaces Between” informs the reader of 
the multidisciplinary reimagining of a dance long lost to the repertory. Along the way, the 
thesis also provides information about modern dance history; Anna Sokolow, her era and 
concerns; and, most importantly, her current relevance. 
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Introduction  
On the wall outside Buttenweiser Hall at the 92nd Street “Y” in New York City hang five 
images by photographer Barbara Morgan of modern dance pioneers: Martha Graham, 
Doris Humphrey, Charles Weidman, Hanya Holm, and Anna Sokolow. These iconic 
images recall the grandeur of modern dance of the 1930s. I viewed these at the “Y” just 
before seeing a program entitled Fridays at Noon: Historic and Significant Female Solos, 
1928-1954.  
Kim Jones performed her reimagination of Martha Graham’s Imperial Gesture 
(1935) on that program. The performance, on April 22, 2016, of Imperial Gesture was the 
first classical modern dance piece that I saw that was reimagined rather than 
reconstructed. A reimagination is generally of a piece long gone from the repertory, 
which does not have a complete film, notation score, or a dancer who knows the dance 
from which to work. A reimagined dance might have notes from reviews, photos, film 
frames, or even drawings – such as Abraham Walkowitz’s watercolors of Isadora Duncan 
(Meier). Kim Jones followed her performance with a lecture on her working process. 
Jones, a former member of the Graham company, built Imperial Gesture on Blakeley 
White-McGuire, also a Graham soloist. Jones used Barbara Morgan’s series of 
photographs of Imperial Gesture as a structural guide, descriptions in reviews, and also 
interviewed the “old guard” of the Graham company, who would describe when certain 
Graham vocabulary came into being so that she could rebuild the dance and keep the 
movement vocabulary appropriate to its time. I was completely taken with the dance, the 
photographs, and the process.  
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My Scholarly Journey  
I joined Anna Sokolow’s Players’ Project in 1993. Sokolow was in charge and I was 
fortunate to have been directed by her as well as to have been in the original cast for two 
of her last pieces. Setting and directing Sokolow works has been a parallel journey to my 
performance career. I began assisting Sokolow protégé Lorry May in setting Sokolow 
work by 1996. While I learned much of the directing process by being on the inside of the 
work, it was just as important for me to watch from the outside in order to understand the 
differences between how it felt, and what had to be connected from without – the 
audience's experience as opposed to the performer’s. After Sokolow’s death in 2000, Jim 
May, who was Sokolow’s protégé and choreographic heir, founded the Sokolow 
Theatre/Dance Ensemble with many dancers who had been in Players’ Project. I assisted 
him, taking on staging small pieces, and then larger sections, until he was leaving me on 
my own to direct major works. I was soon staging Sokolow repertory for universities and 
for other companies, as well as for the Sokolow Ensemble. In 2017, Jim May appointed 
me Artistic Director of the Sokolow Theatre/Dance Ensemble.  
I would also like to note the influence of my composition class at the University 
of Wisconsin, Madison, with Professor Anna Nassif, who in 1987 required us to complete 
all of the assignments in Louis Horst’s pioneering Pre-Classic dance course. Gertrude 
Shurr noted that:  
A great deal of credit should be given to Anna Sokolow for her 
contributions to Louis Horst’s classes in pre-classic and modern dance 
forms. I don’t think these forms would have been completed without her. 
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For every suggestion, every problem Louis had, Anna was the one to bring 
in a solution. She always had a dance to demonstrate what Louis wanted. 
(qtd. in Warren 24)  
As an undergraduate dance major taking Nassif’s class, I had no idea her required 
assignments would years later connect me to – and prepare me for – my Sokolow work. 
Because of Anna Nassif’s class and training, I have a certain kind of insight into the way 
Anna Sokolow herself was trained. 
Finding Slaughter of the Innocents 
In 1984, Anna Sokolow reimagined/re-choreographed three of her early solos: Lament for 
the Death of a Bullfighter (1941), Ballad In A Popular Style (1936), and Kaddish (1945). 
She titled this trio As I Remember. The title is informing: Sokolow does not claim that the 
1984 version of these dances is the same as those she created four and five decades 
earlier. They retain fragments or, in practice, movement themes, from what she 
“remember[ed]” but they are also influenced by what, in 1984, she saw and felt. The 
1984 versions are the only works in the current repertory that are based upon early pieces 
in which Sokolow herself danced. (There is also a 1955 film clip by Shirley Clarke in 
which Sokolow herself is dancing some of Lament for the Death of a Bullfighter.) 
However, the bulk of existing photographs of Sokolow dancing are the Barbara Morgan 
images of her in Slaughter of the Innocents (1937) and The Exile (1939).  
     I asked Sokolow protégé Jim May, to whom Sokolow left ownership of her 
repertory, what he thought of my doing a reimagination similar to the kind Kim Jones had 
done for Imperial Gesture using the Morgan photographs. In the spring of 2018, May 
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handed me an envelope containing the contact photos from Morgan’s shoot of Slaughter 
of the Innocents. There are 26 existing proof photographs. The photographs floated on the 
top of my desk for months so I could look at them often and think about how to go about 
this project. I researched and dug for information about Slaughter of the Innocents. I re-
read the sixteenth verse of the second chapter of the Gospel of Matthew in the New 
Testament, the biblical story from which Sokolow, in part, drew inspiration: 
Then Herod, when he saw that he was mocked of the wise men, 
was exceeding wroth, and sent forth, and slew all the children 
that were in Bethlehem, and in all the coasts thereof, from 
two years old and under, according to the time which he had diligently 
inquired of the wise men. (BibleGateway)  
In Mark’s Gospel the event is known as the Massacre of the Innocents; Sokolow titled 
her work Slaughter of the Innocents. 
Marjorie Church’s December 1937 review in Dance Observer magazine 
includes a description of the themes and emotional resonance: 
a solo commenting on the fantastic injustice of the wanton destruction 
which inevitably accompanies war, … an expression of mature 
understanding, a plea for the preservation of human values which are fast 
falling asunder, with implications applicable to the present conflicts 
occurring in various parts of the world, in which peaceful peoples have 
been uprooted and slaughtered, and their homes destroyed, for the sake of 
the destructive ambitions of a few demagogues. (qtd. in “Anna Sokolow”) 
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In addition, there is a short description of the piece in Larry Warren’s biography, 
The Rebellious Spirit, by artist Santos Balmori who had seen a performance and 
described the dance as “perpetual motion” (Warren 71). According to Warren, Sokolow 
was inspired by Herbert Kline’s pro-Loyalist documentary film Heart of Spain. All in all 
– not much to go on. It was daunting. I procrastinated…. 
Reimagining 
Building A Structure 
I invited three dancers, Ilana Cohen, Erin Gottwald and Margherita Tisato – all Sokolow 
company members – to work on my project. The first rehearsal was during company 
time, so I also was aided by three other Sokolow company women, Erika Langmeyer, 
Lauren Naslund, and Sierra Powell. Each of them paired with one of the three who would 
continue on with this project. I laid all of the photographs across the floor of the studio. I 
asked each dancer to take four or five proofs in the numbered order and memorize the 
shapes in the photographs. I worked with the dancers to “connect” the shapes, staying 
within the Sokolow style. Next, I had the dancers work with a dancer who had the shapes 
contiguous to theirs. They taught each other the shapes and the connecting phrases and 
then performed, one group at a time, while I filmed the whole thing. At that moment I 
realized that, while it would be difficult, the process was indeed possible.  
From there I began rehearsals with Ilana Cohen, Erin Gottwald and Margherita 
Tisato. I used the phrases from that first rehearsal as a starting point structure. Sokolow, 
unlike Graham, does not have a codified technique or vocabulary. Of course, there are 
various movements that are recognizably “hers,” but Sokolow would design the dance 
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and the movement style to her idea. Her extensive range encompasses different 
vernaculars, and still remains her own language – the tangos in Kurt Weill, the polka in 
Four Songs, the intense drama of Steps of Silence, and the lyrical and ostensible 
balleticism of Ballade all have commonalities.  
There was no well-defined vocabulary from which I could draw. Developing the 
movement material for Slaughter of The Innocents was a collaborative process between 
the dancers and myself, which required a balance between the physical perceptions the 
dancers were attuned to and my aesthetic, kinetic and choreographic choices, always the 
final deciding factors. The only given was that the movement needed to contain the form 
of the shapes in the still photographs so that they were clearly visible within the 
choreography without being static. In Sokolow, a criticism of “making shapes” is to say 
that the dancer is not making meaning of the movement. I had a set of photographed 
shapes to incorporate into a dance, however, the shapes within the photos could not be 
emphasized or be the point of the piece – it was the drama I was after.  
Choreographing a piece that included the shapes was one challenge; making that 
add up to a dance that fit the emotional impact of Church’s critique was quite another. In 
order for this to succeed, I needed to speak Sokolow’s language, but in my own voice. 
My choices and my interests had to drive the choreography of the piece. 
I have heard sculptors say that a particular piece of stone can determine the “way” 
of the sculpture. In this case too, the shapes and the structure determined by those shapes 
gave life to the way I worked. It was in fact my Nikolais training that taught me to look 
for the motion possibilities within each shape. I could hear both Alwin Nikolais and 
Murray Louis reminding me “don’t jump the gun, where does the motion in this shape 
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start, and where does it go?” “The shape tells you where the motion leads….” And while 
that training was in abstraction – which was one layer – for a Sokolow piece I also 
needed to allow the movement to drive me emotionally. It was, indeed, a balancing act. 
I pulled apart and put back together and lengthened the phrases. Thirty-five years 
after I walked into my first Wigman/Holm class, I still see movement in relation to space 
first. I know that as the director of the Sokolow company I am supposed to see the 
“truth,” and the emotional construct of the movement first. These are the hallmarks of 
Sokolow’s approach to developing movement into choreography. But my background in 
the Wigman/Holm tradition is still the foundation for where I begin my choreographic 
explorations, so I started with space. 
After playing a game of connect-the-dots to string the shapes of the photos 
together in order to have something to work with, I started to choreograph in space. The 
Morgan photographs cannot convey the spatial patterns of the dance. For that, I looked to 
paintings depicting the topic. There are the well-known works by Rubens [the largest and 
best known, The Massacre of the Innocents (1638) is at the Alte Pinakothek – Munich – 
Germany; a smaller variant Massacre of the Innocents is now in the Art Gallery of 
Ontario; workshop copies of the latter are in Brussels and Antwerp]. Sokolow surely saw 
and studied reproductions. Most relevant for me was a drawing at the Metropolitan 
Museum of Art by an unknown Italian artist inspired by Rubens, which was on display 
when Anna made Slaughter of the Innocents in 1937. As she was known for “playing 
hooky” from school to go to the museum, Sokolow would have seen the piece. It has 
several gestures that appear in the Morgan photographs of Sokolow. I recognized the 
shape of the hands in Massacre of the Innocents by this uncited artist more than in the 
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famous Rubens paintings. I adapted the drawing’s circular, upward motion as the base for 
the spatial structure of my dance.  
During one rehearsal I realized that the same shapes can be regarded as self-
protective or viewed as assertive signs of strength depending on how they are performed; 
I therefore played with those two points of view within the same movement and gesture 
to convey a multiplicity of intentions. I decided to use the overall oval configuration of 
the drawing as well as include some additional shapes from figures in the drawing to fill 
in places in the dance. 
Between the dancers and myself, we have expertise in Sokolow, 
Humphrey/Weidman, Nikolais/Louis/Holm, Limón, Duncan, Horton, Contemporary, 
Ballet, and Butoh. Sometimes what felt like a sensible next movement would be in the 
wrong style, and I would have to either remove it from the phrase or, more often, figure 
out how to incorporate what we felt the movement was telling us, but stay in the Sokolow 
vernacular. The description of Sokolow’s performance as “perpetual motion” (Warren 
71) weighed upon me. What did perpetual motion mean to a 1937 aesthetic? Jim May and
I discussed it at length. I spent time in rehearsal investigating when the dance felt that it 
was driven by reaction to forces outside of the body, and when the dance became an 
internal emotional struggle.  
Once I began to have a physical structure of the dance, I needed an emotional 
structure as well. I could proceed with the choreography knowing that I would go back 
and refine the details according to the emotional impact I was looking for. The US 
withdrawal from Syria happened over the course of my rehearsals, and the horrors of the 
Kurds’ and the Syrian Resistance’s plight weighed upon me as I worked. Sokolow’s 
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dance protested the Spanish Civil War. Eighty years later, the names and places have 
changed, but the atrocities echo and rebound; they are not just the same, they are on a 
greater scale. We talked about the news in rehearsals. Working with three different 
dancers meant that I had three different interpretations. While each of them developed 
their emotional through line, the points of view for various movements would vary as the 
dancers created their individual internal dialogues. 
By the second month of rehearsal, November 2019, I had enough dance material 
in front of me to begin to develop the choreography on its own terms, rather than 
continue referring to the photographs or to my abstract ideas of what the dance ought to 
look like. All of that information was embedded in my choreography, and now I had 
freedom to go deeper and investigate what I had. As I worked, phrases got longer, 
movement was added to finish thoughts. I took out gestures that didn’t make sense. I 
shaped what I had, and the motion and the drama began to develop together. The 
framework and skeleton of my reimagination of Slaughter of the Innocents was 
danceable, and I could see within it the glimmers of the dance it would become. 
The Decision-Making Process for a Reimagined Dance  
By January 2020, I had a complete structure to the dance, and was proceeding to the next 
stage. Instead of drawing the choreography of the dance out of the shapes, I was now 
looking at it much in the same way I would for a known piece of repertory. The 
intimidating part of re-staging a dance in my work is that it starts with a demolition; the 
dance must be stripped down to its barest essentials. The purest form of the movement, 
the style, the music, and the vaguest of phrasing are all that remain. The pieces that make 
up a fully-fledged multi-dimensional performance are gone. The dance needs to be built 
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from scratch. The entirety is pulled apart and wide open with all of the outward finishes 
erased. In order to build it again, to reconstruct, I must be most at ease with what was 
underneath. What was the original idea, how did the choreography arrive as it was, and 
how was the dance developed? What new secrets does the choreography hold that will 
emerge?  
Reconstruction is not a transference onto new bodies, but a re-creating of the 
original process that brought the dance to performance in the first place. I do not work to 
build a reflected image of the dance as it was, but to newly build the same dance in much 
the same way, so that the end result is a truthful re-creation rather than a watery copy. 
The performances and personae of former casts may not appear in the new construct, and 
must not interfere with the current cast’s image of the dance. The same process holds true 
for dances I have performed many times and dances I have never performed before. 
Completely stripped down, a work feels awful and precarious, but this is the first step to 
renewal.  
Shifting from Choreographer to Director 
Slaughter of The Innocents had arrived at the point where I usually begin directing a 
piece. I was on more familiar turf as long as I trusted in the structure I had built. I set the 
work on three separate dancers, each a highly trained Sokolow dancer who approached 
the work from her distinct point of view. Rehearsals became more individual. I directed 
the dancers one at a time, so that they could find their own depth in the choreography.  
Some of my choices were specific to the dancer, some choices I asked all three to 
absorb. I looked for three separate interpretations of the same piece, but instead of doing 
it with casts across time, as would be customary, the dancers worked toward this 
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together. Phrases were worked to blend seamlessly with the dramatic content of the piece. 
There were constant small changes to the choreography as we delved deeper into the 
movement. I then went back and rechecked the photographs to be sure we had not missed 
a mark. All three dancers performed Slaughter of The Innocents as I had set it, but none 
of the three versions were exactly the same.  
In my reimagination of Slaughter of The Innocents, the dance therefore became a 
trio as well as a solo. In the process of rehearsals and running the piece over and over, the 
three dancers ran the piece together instead of one at a time. First it was for memory of 
the movement, then it was for stamina, and then for review. As each dancer began to 
develop her own particularities in the piece, and was able to maintain her own timings 
and dramatic choices, the relationships between the dancers as they performed the solo 
together became its own interesting dance. At this point, at the beginning of February, I 
still had no music, so what I expected to work on later – the relationship between the 
dancer and the music – was replaced by the relationship between the three dancers. 
Rehearsals included working with the dancers individually on the solos as each of them 
performed it, and then again as a trio – making choreographic landmarks and choices for 
them to cross through as they performed together. My colleagues encouraged me to 
consider the trio as important as the solo version. 
Syntax, Grammar, and Deconstructing Sokolow  
In any rehearsal process for a Sokolow piece, there are times where the movement clearly 
intersects with movement from other dances. Yes, there are specific “Sokolowisms” that 
one finds in many of her works, such as the use of a heavy leg, the absence of an and 
beat, the way one looks up from underneath, or a turn of the hand and then move. 
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Understanding how to use Sokolow style is part of the role of the experienced performer. 
But there are also moments where the choreography seems to whisper echoes of other 
dances to those who know them intimately: I have felt this place before, even if the 
movement is not the same… or I know this movement well, but it leaves me, for this 
dance, entirely in a new emotional place…. Over the course of the rehearsal process, after 
the structure of the choreography had been made, the dancers and I began to find the 
same kinds of intersections. Because the choreography was mine and not made by 
Sokolow, I spent several weeks thinking about those moments and devised a 
choreographic experiment to check the validity of my work: What would I find if I chose 
to follow the path of the Sokolow dance reference we had found at any point along the 
way?  
The result was a collage of sorts, (I was oddly reminded of Robert 
Rauschenberg’s Currency, 1958) a deconstructed version of my reimagination of 
Slaughter of the Innocents that acknowledged and embraced all of the places where I felt 
that the choreography was, in some way, on familiar territory. I choreographed the trial 
experiment as a trio where at any given moment there was a combination of my version 
of Slaughter juxtaposed with choreography from other Sokolow dances. The first time I 
tried it, I allowed the dancers to choose where they felt that Slaughter brought them to the 
crossroads of another piece. I saw that the combinations of movement made sense, even 
if I didn’t always agree with the choice. The process was informing me that I could begin 
to see, by meshing Sokolow’s choreographic voice with my own, that there was no 
obvious “clash” between her work and mine.  
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We worked on this (so-called) blended piece for several weeks starting at the 
beginning of February 2020, specifying which dances intersected where, and I 
choreographed a collage – the blending of the pieces as a trio dance of its own. In 
Slaughter, I began the piece with a run. In the collage, I kept one dancer in the Slaughter 
run, and had the other two dancers do runs from “Escape” in Rooms (Sokolow, 1955), 
and Dreams (Sokolow, 1961). Sokolow’s runs are never quite the same from one dance 
to another. The most precarious of these are full force arms wide in second, all around or 
even in uneven patterns all over the stage, focus “plastered” on the ceiling, with a full-
bodied dead stop somewhere. There are variations of all sorts, but rare is the Sokolow 
dance where one doesn’t take a deep breath and launch into space. By looking at the run I 
had designed for Slaughter next to the runs from the other pieces, I could see that what I 
had done embodied both the Sokolow abandon as well as its own individuality 
appropriate for this dance. I interlaced through the whole dance keeping at least one of 
the three dancers dancing Slaughter at any given point while the other two wove in and 
out of other Sokolow pieces.  
I could now see the Sokolow style blend together, but also that my reimagining of 
Slaughter could hold its own next to the other works. Eventually and intuitively, I began 
to weed out the number of Sokolow pieces we used in the process and almost exclusively 
blended Slaughter of the Innocents with the three solo dances in “As I Remember:” 
Lament for the Death of a Bullfighter, Ballad in a Popular Style, and Kaddish. I was 
surprised to find that while mixing Slaughter with the other dances worked well, it was 
most compelling for me when combined only with Sokolow’s earliest solos. Eventually I 
had the dancers relearn the original movement phrases from the first rehearsal, as well as 
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be able to go immediately from shape to shape as in the photos. This return to the 
beginning of my process was to open my deconstructed trio “collage.”  
Making this deconstructed version of Slaughter of the Innocents, layered with 
Sokolow phrases, served both as a “syntax check” to be sure my choreography was 
stylistically in tandem with hers, but also mined the archives in order to create an integral 
contemporary modernist piece. 
The last phase of meshing Slaughter of the Innocents into the repertory was to 
watch it performed as an addendum to the three solos of As I Remember. Observing the 
dance alongside the others gave it essential context. Did it hold its own as a solo? Did the 
choreography look correct next to the other dances? Did the choreography seem of the 
right era, and was it the correct balance of drama and abstraction? Eleanor Bunker, 
Lauren Naslund (the associate artistic directors of the Sokolow Theatre/Dance 
Ensemble), and I discussed where we would add a fourth solo to the trilogy. Sokolow did 
not put the dances in chronological order when she arranged them. She put the 
lighthearted piece in the center of the other two more serious works. Eleanor felt strongly 
that the trio version and not the solo version ought to be the one performed with the three 
solos of As I Remember. We debated putting the pieces in chronological order. I had 
originally foreseen that we would add a fourth solo, but from a performance perspective, 
the trio, which can be performed by all three of the dancers after each has performed one 
of the solos, by far made the most sense. The three solos in As I Remember can feel 
disparate in that they were not originally made to be seen together. Eleanor has worked to 
make them feel more of a unit with her costume design. From an artistic director’s 
perspective, adding a trio to the grouping is better for the arc of the whole piece.  
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Collaborations 
Costumes 
I engaged costume designer Rodney Epperson to build costumes based on the original 
design as seen in the Barbara Morgan photos. Epperson, who is known for ragged and 
visible seams in his work, zoomed into the photos so closely that we could see the 
construction of the costume Sokolow was wearing. The seams on her costume were 
exposed much in the same way Epperson uses in his contemporary designs. We were 
flabbergasted at how modernist and contemporary Sokolow’s costume was by today’s 
standards. Unlike her mentor Martha Graham, whose flawless personal style extended to 
her handmade (and eventually designer made) costumes, Sokolow was notoriously 
uninterested in costumes. In 1937, Sokolow was still working with her mentor Louis 
Horst, whom I suspect would have insisted she wear formal costuming. 
Epperson, who was first referred to me by designer Spenser Zalkin as “the man 
who best understands fabric of anyone in New York City,” looked through the photos 
carefully to determine what the weight of the fabrics would have been to allow for the 
movement seen in the photographs and how the pieces of the costume must have been 
constructed in order to create that motion. What we could not tell from the photographs 
were the colors of the costume. We could only see the contrasts between light and dark. 
Epperson brought me fabric samples in color combinations that would suit each of the 
dancers. One version was made with greens, another with deep burgundy, and a third 
with rich browns. At the time, we expected that each dancer would have her own costume 
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for when she performed the solo. By designing different color palettes, the costumes 
would reflect the individuality of the performer and their particular version of Slaughter. 
As we were making the final choices, the realization that the dance would also be 
performed as a trio created a new set of parameters. The three sets of colors wouldn’t 
work well together. We decided that we would use one color palette – the burgundy – and 
Epperson would make each of the costumes vary in the way the colors were used in the 
construction. Now I would have individual costumes that could be used to perform 
Slaughter as a solo and/or as a trio. 
Alex North’s Score for Slaughter of the Innocents 
In the 1930s Anna Sokolow was working closely with composer Alex North. According 
to Larry Warren’s biography of Sokolow, she met him in 1931. North was a musician 
studying at Juilliard School of Music:  
“He was a shy pianist when we met,” Anna recalled. “I don’t remember 
how I met him. I asked him if he would play for me and he did. The 
discovery that he could compose came from my asking, ‘Why don’t you 
do this?’ or my saying ‘I think you can write this.’” (qtd. in Warren 36) 
The two worked together over a period of eight years. I called Abby North of the 
North Foundation to see if she had a copy of the score for Slaughter of the Innocents. She 
did not. Nonetheless, I had to make some decisions about a score for my reimagination. I 
suspected that Sokolow would have choreographed the dance first, or brought North in 
during the process of making the dance. I decided to choreograph the dance in silence, 
the way I prefer to work. I also found this statement from North about his process of 
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working with Sokolow, confirming my suspicions of how the music and dance would 
have been made. Speaking fifty years later about his relationship with Sokolow, he said: 
She was very instrumental in my putting notes down on paper. I really 
have to give her a lot of credit for where I am today. I had the opportunity 
– the privilege – of working with her and it was invaluable to me later
when I was writing film scores. The dancer does the dance first. The film 
is shot first. You have to tailor the music to the dance as music is tailored 
for a film. This skill I first learned working with Anna. (qtd. in Warren 77) 
I engaged composer Pat Daugherty to write a score for my work. Daugherty, in 
addition to his composing and performing career, had served as a long-time accompanist 
at the Graham school, and had made compositions for other reimaginations missing 
original scores, including for Kim Jones’s Imperial Gesture. He was familiar with the era, 
but did not consider himself an expert in North’s work. Yes, he would write music once 
the dance was made. By the time we paused rehearsals in December 2019 for Christmas 
break, Dougherty and I were setting up times for him to come into rehearsals and see the 
dance. 
On January 6, 2020 I received an extraordinary email from Libby Smigel, director 
of the dance archive at the Library of Congress, saying that the Alex North archives had 
arrived at the Library and that quite a few scores had Sokolow’s name written on them. I 
wrote her back immediately to say that I was thrilled, and if by any chance she came 
across a score titled Slaughter of the Innocents to please let me know. I needed it 
“yesterday.” Twenty minutes later, Smigel wrote that she was scanning me a copy of the 
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score, which was hand-written on tissue paper of some sort. While I do read music, it was 
too complicated for me to decipher. I sent it immediately to Daugherty to see what he 
could do with it. Daugherty looked over the score and determined that it was very 
complicated, required at least seven musicians, and would be difficult to produce. He 
suggested that I find someone who would input the score into a computer program that 
would simulate it for me. At least I could hear what the score was in that way.  
I asked my son to look at the score, as he arranges music on his computer. He 
then recommended a Georgetown classmate, Brogan Smith, for the project. Smith would 
input the score into one computer program, and then, once finished with the score, would 
export the midi files into a DAW (digital audio workstation) that he had access to at the 
university, where he would be able to adjust rhythm, dynamics, and timbre more easily, 
to produce a more realistic sound. Smith’s work was meticulous. He began to study 
North’s film scores in order to better understand his composition. The use of the guitar in 
several scores paralleled the use in Slaughter. Smith sent me piece-by-piece sections as 
he worked on them. He sent me clean copies of the written score as well as detailed notes 
of every artistic decision he was making along the way. The process was slow going, but 
we were able to get a sense of a score that matched well with the choreography. In the 
meantime, the dancers and I had become both used to, and fond of, the dance performed 
in silence. [As of this writing, the catastrophic global events of spring 2020 and closure 
of the universities have put a halt to Smith’s working on the score until he is able to 
regroup. A good recording cannot be made until he has access to the university music 
department again.] 
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Video Submission 
The Spaces Between: Reimagining and Rebuilding Sokolow’s Slaughter of The 
Innocents was to have been presented as a concert on April 24, 2020 at the Mark 
O'Donnell Theater at the Actors Fund Arts Center in Brooklyn, New York. The events of 
spring 2020 – the advent of Covid-19 and the requirements of social distancing – made 
the public presentation of this work impossible. The concert was to include Slaughter of 
The Innocents presented in its deconstructed collage form, as a trio, and as a solo 
alongside the three Sokolow works of As I Remember: Lament for the Death of A 
Bullfighter, Ballad in a Popular Style, and Kaddish.  The video component of the thesis 
submission of this work is culled from footage taken during the rehearsal process. It 
documents the process of reimagining and rebuilding as well as presenting three separate 
variations of the work. For this submission, editor Lauren Naslund and I layered footage 
to replace missing choreography and added other Sokolow film for clarity for the viewer. 
The incomplete music is used as sound score for the deconstructed collage, most fitting 
until the work is finished. Slaughter of The Innocents will enter into the repertory of the 
Sokolow Theatre/Dance Ensemble and will debut when theaters reopen, post pandemic. 
Jim May, who would have come into rehearsals before the intended concert date, 
but was unable to see the work until I sent him the completed film, wrote this of his first 
experience watching: 
I love how you show how Anna's choreography discovers itself. It really 
was like being in the studio with her. If the feeling is correct, then the 
work finds itself.  Really nice. Especially the connection to the 
drawing. Of course, that was part of Anna’s research like in Magritte, 
26 
Kahlo, etc. And the references to her other works show movement themes 
that create a technique. Really excellent... I feel this choreography would 
also work as a large group piece, which would bring out what you are 
saying stronger. In fact, I felt Ellis Island strongly. But it certainly works 
as a solo. I realize from your presentation that Anna has a solid technique 
but unlike other dance, in which you must learn the technique before 
doing any choreography, with Anna you have to learn her choreography to 
absorb the technique. As usual she is unique. (May) 
This entire project was designed to be shown in concert form rather than in film form, but 
for many viewers the film enhanced their understanding of the work: 
Brava to you also for the video melding, morphing, and marrying of 
archival performance film/video footage and photographs with the current 
cast in rehearsal. This is beautifully done! It validates the entire research-
rehearsal process as integral steps and stages in the Sokolow technique 
leading toward performance and brings it all to life. (Brooks “Brava!”) 
Even the way I chose to layer films because I did not have a complete copy of the dance 
in trio form added dimension: 
 …the wonderful use of video!  I loved the split screen where dancers 
were performing some of her other work against the new phrase.  I also 
was taken with the three different videos where one woman was very 
shadowy and the other two were more fully drawn.  It looked like a 
past/present or some kind of memory. This more than anything drove the 
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point home that we are all alone together at this time. They danced with 
each other, through each other, on each other, even changing size/scale 
toward the end.  There was unison, call and response, and always the 
strong, weighted arms and the open mouth of the torso as it seemed to cry 
out to the heavens in its aloneness. (Katterhenry) 
The pure essence of Sokolow is distilled emotion into essential movement, 
honestly performed. The process of creating and presenting the film gave me new ways 
to fine tune, hone in on, and recognize those elements within contemporary technology. 
All of this will inform the way I direct Slaughter of the Innocents when it is finally 
performed on stage for a present audience. 
Historic Connections 
The New Dance Group: Social Justice Dances  
There is a long history of modern dance, activism and social justice-based choreography 
in modern dance (Mills Dance and Activism). Anna Sokolow affiliated herself with the 
revolutionary causes of 1930s modern dance (although she never joined the Communist 
party) and appeared in concerts sponsored by the New Dance Group as well as presenting 
her work under the auspices of her company, Dance Unit. Slaughter of The Innocents was 
created in the charged artistic atmosphere of the time. Ellen Graff’s Stepping Left 
documents the era in detail (Graff).  
I began my own education in New Dance Group choreography at the very 
beginning of my professional performing career, when, in 1993, I was invited to join the 
Deborah Carr Theatre Dance Ensemble (with which I performed until 2012). The 
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company's primary mission was to perform repertory of Charles Weidman. Beatrice 
Seckler, long-time soloist with the Humphrey/Weidman company, coached us in 
Weidman’s Lynchtown – Weidman’s 1936 study in mob violence created in the wake of 
his passing through a small southern town the morning after a lynching (Carr) – in 
preparation for the 1993 American Dance Guild’s New Dance Group Retrospective. Until 
then, I had only been familiar with the German expressionist branch of modern dance.  
Twenty-six years later, in the spring of 2019, I was invited to perform Sokolow’s 
Kaddish, as well as to participate on a panel, at the Coolidge Auditorium at the Library of 
Congress in celebration of the Library’s acquisition of the New Dance Group Archives. 
On the program were works by Sophie Maslow, Jane Dudley, Talley Beatty, and Anna 
Sokolow. The performer/panelists included Sandra Kauffman, Clarence Brooks, Jennifer 
Conley, Erica Dankmeyer, and myself, moderated by historian Ellen Graff. The panel 
discussed the history of the New Dance Group and what was meant by its proclamation 
that “Dance Is a Weapon.” The pieces were concerned with topics ranging from the 
migrations of displaced farmers during the dust bowl, (Dustbowl Ballad by Sophie 
Maslow); racism and segregation (Mourner’s Bench by Talley Beatty); unemployment 
(Time is Money by Jane Dudley); concerns about the rise of fascism (Cante Flamenco, 
also by Jane Dudley); as well as grief and mourning post-war in Sokolow’s Kaddish. 
These concerns have new current contexts and urgent relevance.  
Slaughter of The Innocents itself revisits an old subject in a new era. Matthew, 
2:16 tells of the Massacre of the Innocents addressing Roman brutality; Rubens’ 
paintings reflect the political and social violence in the Netherlands in the midst of the 
Eighty Years’ War; Sokolow’s Slaughter of The Innocents, like Picasso in Guernica, 
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narrates the horrors of the Spanish Civil War; and as I have already noted, the slaughter 
of innocents in Syria weighed on me as I worked.  
     Enduring protest choreographies are works that are universal, even if the base 
themes are specific to the times. Anna would later go on to say about her own dances that 
she never made work to be political, she made dances about what she saw and what was 
meaningful to her. She did not view her work as engaged in polemics, but in re-
presenting what was evident to her. Ever emotionally dramatic, much of the qualities of 
Sokolow's works are actually abstract; this allows seeing the works in light of historical 
as well as contemporary contexts –making them timeless. 
Abstraction, Art, and Protest 
In 1939, Lya Kostakowsky wrote in El Popular: 
If, in Mexico City, the majority of attempts at modern dance have failed, it 
is because those dancers think, foolishly, that a revolutionary ballet 
consists of putting on the stage a group of people who must react in a 
revolutionary fashion – with red flags and chants. The artistic 
manifestation of something truly revolutionary should be, above all, art. 
All of this has been demonstrated to us very clearly in the art of Anna 
Sokolow… in the intelligence, sensibility, and in the unique beauty – the 
enormous tragic expression she possesses. (qtd. in Warren 85) 
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Sokolow herself addressed the issue of abstraction in her work in a June 1934 
letter to Ronya Chernin, while Chernin was running rehearsals and Sokolow was in 
Russia: 
About the comments about our being “abstract,” that will be a problem 
always and I am so sure that we will finally convince them that our 
approach is the only approach as far as using the art as a weapon of 
propaganda, and that art and propaganda are too closely related to make 
such distinctions. (qtd. in Warren 55) 
Also noteworthy, from a Mexican popular newspaper of 1939: 
Slaughter of the Innocents is a living poem about the Spanish war and a 
marvelous expression of human pain and agony. All of the dances that 
were presented opening night are vibrant and deal with current problems. 
Yet they are full of beauty and grace…. This work is for those who do not 
need to take refuge in an evening of classical works or an exaggeration of 
folkloric values. Anna Sokolow is neither classical nor folkloric. She is 
rather, the true expression of modern art… It is an art of refinement and of 
the masses. An expression of our century which takes a noble and loyal 
stance, celebrating life itself. (qtd in Warren 84-85) 
While my reimagination of Slaughter of The Innocents derives from shapes in a 
set of photographs, abstract by design, I don't think the dancers nor I could have worked 
without the additional images from today's headlines. It would be hard for us to get 
worked up about the Spanish Civil War today. We are more easily moved by so many of 
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today’s events. Sokolow’s work is as relevant today as Matthew’s words, or Rubens’ and 
Picasso’s paintings. We need to hear and look. 
I am struck by how many young choreographers of this generation are interested 
in making work that focuses on issues of social justice. There needs to be consistent 
access to the dances of modern dance choreographers whose work was tied to “Dance As 
a Weapon.” The new wave of dancers should have the opportunity to see what came 
before. And Sokolow’s voice is just as imposing today as it was when she was creating 
work. 
Sokolow: A Living and Evolving Legacy 
My goal in performing, staging and reimagining Anna Sokolow is never to attempt to 
reproduce a dance as it might have been – even Sokolow did not do that; she reworked a 
dance each time she recast it. My goal also has to be the renewal of the Sokolow Legacy; 
presentation and preservation, piecing together a lost work and trying to understand what 
and how she created not only gives audiences a different perspective on Sokolow – this 
reimagination gives me much new insight as well. I recall Catherine Gallant’s words 
about her own Isadora Duncan reimagination, “it is her dance, and it is our dance,” as a 
mantra for the work that I am doing. It is not easy to make a piece that will have a co-
signature when the co-author is not there to approve (or not): “That which is creative 
must create itself” (Keats). 
Preservation of the choreographic legacy of Anna Sokolow is an entanglement of 
creative difficulties. A reconstruction or a reimagination is not a facsimile, nor is it a 
replication -- and yet it is genuine. Each performance is by definition its own article, but 
what exactly defines it as a true version? What makes it Sokolow? 
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Part of the murkiness surrounding this question arises because we don’t 
know whether to regard dance as a product or a process. If it’s a product, 
it’s the steps which define its authenticity, but if it’s a process we must 
concern ourselves with the activity which produces and surrounds it in 
order to create a genuine instance of the work (Graff, Reconstruction 2). 
In this case, rebuilding Sokolow’s dances in the way that she herself navigated the 
process is more genuine than reproducing her dances exactly as she directed them. 
Without the dancer’s dramatic intent to copy, what boundaries are flexible toward the 
achievement of Sokolow’s search for truth? Certain pieces of Sokolow’s repertory are 
concrete and immovable, some are more like a permeable membrane. How do different 
people, immersed in the Sokolow legacy and provided the opportunity to direct the 
presentation of her work, now that she is gone, determine when their decisions are ‘of’ or 
‘not of,’ Sokolow? 
Slaughter of the Innocents is the beginning of my long-term project of inquiry to 
reimagine early Sokolow work. Tucked away in the North archives bearing Sokolow’s 
name scrawled across the top is the 1936 score for Ballad in a Popular Style. When 
Sokolow reimagined this dance in 1984, she did not have access to the original score and 
replaced it with a piece by Chick Corea. I will begin reconstructing Ballad in a Popular 
Style with the original music as soon as I can find a siffleur able to perform the score. 
During the course of this project, I was able to negotiate for the Sokolow 
Theatre/Dance Ensemble, under the direction of Jim May, and the Sokolow Foundation, 
under the direction of Lorry May, to come to an agreement with the Library of Congress 
to house the bulk of the Sokolow archives. Safe, careful, and accessible storage of the 
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physical archive is an important step for the continuity of the Sokolow legacy. The rest 
depends on the diligent craft of those of us in care of the live creative process. In order to 
catalogue and then move the Sokolow archives to the Library of Congress, I applied for 
and received a grant from the Gladys Krieble Delmas Foundation to fund the project. The 
Delmas Foundation has expressed further interest in the Sokolow Theatre/Dance 
Ensemble. 
Toward the Future 
Directing Sokolow – from Rooms or Dreams, which are among the works most set in 
movement and counts, through dances like Ride The Culture Loop, Moods, or Three 
Poems, which require re-directing the process through which dancers’ movement 
decisions were made, to re-imagination of Slaughter of the Innocents – is all part of a 
continuum of the many kinds of restaging and directing that Sokolow’s works demand. 
All of the work, over decades, that I have done – dancing, setting and directing 
Sokolow works – gave me the experiences I needed to create Slaughter of the Innocents. 
In her later career, Sokolow created many works based on the work of artists she 
admired. I was fortunate to be in the company when, at eighty-seven years of age, she 
created a multimedia work called Frida in tribute to Frida Kahlo, whom she had known 
in Mexico. I have danced her dances about Magritte, Kurt Weill, Franz Kafka, and Edgar 
Allen Poe.  
Based on the artful images by Barbara Morgan of a subject we both greatly 
admire, this reimagination of Slaughter of The Innocents pays homage to Sokolow. 
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Conclusion 
“Ask the world a question, and there's no answer. All I do is present what I feel, 
and you, you answer. You answer.”  - A.S. (Rhodes) 
In a world constantly inundated with a range of media eager to provide us with  
answers to all sorts of issues, works of art, like Slaughter of The Innocents, which 
demand audiences be responsible to grapple with questions, are more vital than ever. 
Sokolow’s works were not meant for the audience to enjoy without personal investment. 
She was as demanding of her audience as she was of herself. Her works are never merely 
entertaining; her aesthetic did not seek to amuse or provide solutions, but rather to 
discomfort the complacent, to enjoin them to contemplate and discern what was before 
them.  
In Selma Jeanne Cohen’s book The Modern Dance, Seven Statements of Belief, 
Sokolow wrote: “I don’t believe there is any final solution to the problems of today. All I 
can do is provoke the audience into an awareness of them” (Sokolow 36). As artistic 
director of the Sokolow Theatre/Dance Ensemble, my role as curator of Sokolow’s 
dances gives me an advantage that dancers who worked with her at a specific moment on 
her artistic timeline did not have. I can create programming from across the entire 
spectrum of her career that contextualizes her dances and provides insights that might not 
otherwise be seen. I chose to group Slaughter of the Innocents for a debut performance 
with the trio of dances from As I Remember, and could also present it next to Steps of 
Silence, which was a commentary on the gulags created during the Vietnam War, or with 
Kurt Weill, which Sokolow made in the midst of the Gulf War and in particular contains 
the section Soldier’s Wife, which, again, depicts the collateral damage of war on women.  
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In the future, I would also like to work with the José Limón Foundation to see 
what remains of his  Danza de la Muerte; this dance was José Limón’s protest of the 
Spanish Civil War, performed at Bennington College in August of 1937, the same 
summer Sokolow was a choreographic fellow there, and three months before she 
premiered Slaughter of the Innocents. When I create programming for the company, I 
work to balance Sokolow’s searing commentaries meant to drive a point, provide 
audiences with access to the extensive range of her work, and consider our modern times 
including with what I wish the audience to be concerned by my repertory selections. I 
have the privilege – and, yes, the responsibility – to keep asking, over and over again, 
these and many other pertinent questions. 
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